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Abstract
In the manga series Norakuro, author Tagawa Suihō employs a multifaceted, multilayered style of expression to depict a variety of 
scenes related to war. This manga series for children was published between 1931 and 1941 and centered on the military exploits 
of a stray dog called Norakuro. In the series, Tagawa effectively uses two-page spreads – one image across two pages – to convey 
both the expansive nature of the battlefield and the individual experiences of the characters involved in conflict. Over time, as the 
issues and themes of war appeared more frequently in children’s manga, Tagawa’s use of the two-page spread increased, and this 
form of expression became indivisible from the depiction of battlefields. In this paper, I will examine not only the ways in which 
the forms of expression employed in two-page spreads in Norakuro transformed as the lived realities of war influenced manga con-
tent, but also the ways in which Tagawa’s own worldview and ideals informed his depictions.
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, I will consider how manga balanced depictions of 
wars – large-scale events that transcend individual people – and 
the individuals caught up in these events, with a focus on two-
page spreads in 1930s manga. I will pay particular attention to 
a popular manga from that period called Norakuro, by Tagawa 
Suihō. 
Previous research on the Norakuro series offers analysis of the 
structure and how the main character matures, as in the work 
of Miyamoto Hirohito (2002); there has also been examination 
of the relationship between two-page spreads and the depiction 
of the battlefield in work by Ōtsuka Eiji (2013). Building on this 
previous research, this paper analyzes the transformation that 
occurred in depictions of the battlefield in two-page spreads in 
the Norakuro series. These depictions transform from a flat style 
of spatial expression to a perspective style of spatial expression 
that supposes an imaginary camera. In the Norakuro series, this 
transformation can be regarded as one of the effects of the real-
ism that was forced into manga content and expression by the 
realities of war.
1　 This paper is a major revision of part of my unpublished Master’s degree thesis titled Manga no ‘mihiraki’ no hensen – Senzen, sengo no jidō manga 
sakuhin ni okeru kindaika no tasōsei [Changes in manga two-page spreads – The multilayeredness of modernization in pre-war and post-war children’s manga] (2013).
However, it is important to note that this transformation was 
not necessarily one that developed in a single direction, that is, 
from a two-dimensional format into a format using perspective. 
While many of the manga that featured war in wartime un-
dertook a single-direction transition, the style used by Tagawa 
transformed in multiple directions. Namely, Tagawa’s style did 
not always develop following a single direction from two-dimen-
sional, flat images into the use of perspective. He employed both 
formats depending on the content represented or the social 
context, and even came to mix both formats together. This style 
is related to Tagawa’s conceptualization of the battlefield and of 
the numberless soldiers as a mass. Hence, in this paper I exam-
ine the multi-faceted, multi-layered nature of the expression in 
two-page spreads in Norakuro.
The analysis in this paper draws on observations about the 
contradiction that arises when artists attempt to convincingly 
depict large-scale events and the individual characters caught up 
in them. That is, in order to depict the entirety of a significant 
event (unifying multiple scenes), a scene with perspective is 
needed, but such depiction results in individuals becoming lost. 
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Conversely, focusing on individuals when drawing one scene 
can render the overall event invisible. 
Figures 1 and 2, which depict the Battle of Hakodate between 
the former shogunate forces and those of the new government 
in the early Meiji period (1868-1912), clearly express this dis-
crepancy. Figure 1 is a war scene painted by Shimooka Renjō, 
who was also a leading photographer at the dawn of this tech-
nology in Japan. This is an oil painting which was based on pho-
tographs and expresses with realism multiple scenes of countless 
soldiers fighting, with Hakodate Bay, the actual scene of the 
battle, depicted in the background. This painting was exhibited 
and discussed at an oil painting teahouse, and its large size – 2 
meters high and 5.7 meters wide – would have helped to convey 
a sense of proximity to the battle (Kinoshita, 1993). However, 
because the painting has a linear perspective based on a photo-
graph, the soldiers in the rear of the scene are obscured as count-
less individuals in its wide perspective. Since the painting has no 
center and the individuality of its subjects becomes lost, viewers 
likely walked along this large scene and viewed it in an arbitrary 
order. However, the interpretation provided by storytellers at 
the oil painting teahouse would have complemented the individ-
uality lost in the painting, therefore bringing the people in this 
great event into relief. 
On the other hand, in the shimbun nishiki-e (a type of multi-
colored woodblock print for newspapers) by Nagashima Mousai 
in Figure 2, individual soldiers are clearly depicted through a 
focus on one scene where Matsudaira Tarō, the magistrate of 
the former shogunate infantry, is placed in the center in an ex-
aggerated fashion, out of perspective. Conversely, because of the 
very dramatic screen composition focused on Matsudaira, and 
the sense of unreality created by its very nature as a woodblock 
print, this depiction seems less clear than Shimooka’s battle 
scene in terms of realistic portrayal of the battlefield and an 
overall grasp of war.
Figure 1
Excerpt from Shimooka Renjō’s Hakodate Battle Scene (1876) 
(Shimooka, 1993, p.139) 
Figure 2 
Excerpt from Nagashima Mousai’s Land and Naval Battle of Ha-
kodate (1869) (Nagashima, 1993, p.149) 
Thus, through this gap between printing in the mid-Meiji 
period and modernization through changes in the visual system, 
we can see the difficulty in depicting the overall image and reali-
ty of a significant event as well as the individuals involved in one 
image.
My goal in this paper is to examine how the above contradic-
tion developed in manga, referencing a number of works, with 
a focus on Tagawa Suihō’s Norakuro. The manga addressed in 
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this paper are composed of multiple frames and were published 
for children as magazine series or in books. A two-page spread 
– one image across two pages – is the representation with the 
most perspective in manga expression. Two-page spreads began 
to frequently appear in framed manga in magazine series and 
books in the 1930s, and their use during this time is not unre-
lated to the fact that supposedly fictional manga had to portray 
the reality of war. 
Issues in Manga Two-page Spreads
Figure 3 is an excerpt from the manga “Moon World Tour”, 
which ends with two pages of two-page spreads. This manga 
was included in Tagawa’s first anthology-type book, Canned 
Manga (1930). In “Moon World Tour”, a number of scenes from 
a single event (a tour of the lunar world) are depicted on the 
screen. Portraying multiple perspectives on one screen resulted 
in the lack of a center, so viewers looked at individual scenes in 
random order. The viewer’s gaze was therefore scattered, and 
appreciating the two-page spread took time. However, what is 
different from the war scene by Shimooka Renjō is that Tagawa’s 
style of spatial expression does not use linear perspective; in-
stead, individuals are depicted in equal size without depth. Such 
depiction borrows a style of expression used in kakushomeisho-zu, 
a map-like two-dimensional image common in the Edo period, 
which depicted from a bird’s eye perspective a collection of 
famous places. Furthermore, by giving characters in the scenes 
individuality in the form of spoken lines in speech bubbles, a 
characteristic of manga, we see a variety of people in one signifi-
cant situation, each with their own actions and thoughts. That is 
to say, manga speech bubbles play the role of the stories in the 
oil painting teahouse, and manga, with their two-page-spread 
depictions that combine drawings and words, thereby resolve 
the aforementioned contradiction.
Figure 3
Excerpt from Tagawa Suihō’s “Moon World Tour” in Canned Man-
ga, (Tagawa, 1930, pp.98-99) 
Tagawa’s wife, Junko Takamizawa, describes his use of two-
page spreads during that period as follows:
Every day, he (Tagawa) was busy drawing manga and 
then going out to sell them. He drew two-page land-
scape and scene spreads that no one had ever drawn 
before. In his manga, he drew scenes like amusement 
parks, mountain climbing and cleaning in painstaking 
detail with amusing actions and interesting incidents 
(Tagawa and Takamizawa, 1991, p.129).
We cannot be sure that “no one had ever drawn” these kinds 
of representations. At the start of the Showa period (1926-
1989), there were many single two-page spread manga in this 
format, which also frequently appeared in Shōnen kurabu and 
Yōnen kurabu for younger children. In most of these single two-
page spreads, as exemplified by “Moon World Tour”, the main 
character is the overall event, so there is no need to emphasize 
main characters in the way the abovementioned shimbun nishi-
ki-e does, and the people are mostly the same size regardless of 
perspective. Although readers can enjoy these two-page spreads 
for a long time because they depict multiple scenes, this format 
also makes it difficult to focus on a main character.
However, some years later, with Tagawa frequently using 
such two-page spreads in framed manga in books, his screens 
became multi-layered in character. For these reasons, I will use 
Tagawa Suihō’s representative work, Norakuro, which was the 
longest and most popular manga series in the 1930s, as subject 
matter to examine this transition. First, though, I would like 
to outline the conditions surrounding manga with two-page 
spreads in the 1930s. 
Since two-page spreads use two pages for one image, there 
were issues with space costs when they were used in serialized 
framed manga. However, the rapid increase in publication of 
luxuriously bound, two-color or multi-color printed books of 
over 100 pages from the early 1930s, when Tagawa’s previously 
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mentioned anthology books were published, was a situational 
factor enabling widespread use of two-page spreads. By tracing 
the development of manga publishing processes from the Meiji 
period, we can gain some understanding of how two-page 
spreads became such a key factor in Tagawa’s work.
From the Meiji period, the publication of manga followed 
one of two processes. In one of these processes, used mainly by 
large publishing companies, multiple-page framed manga series, 
single-frame caricature manga, and four-frame manga were 
published in newspapers and magazines. Works that became 
popular through serial publishing, such as Shō-chan no bōken [lit. 
Adventures of Shō-chan] (1924–1925) by Oda Shōsei and Kabashi-
ma Katsuichi, and Okamoto Ippei’s Hito no isshō [lit. The Life of a 
Person] (1927), were later published in book form, but they did 
not have as many pages as the books in the 1930s.
In the second process, manga were published directly in book 
format. It was small and medium publishers, like Nakamura 
Shōten, and not large publishing houses, that used this process. 
In some cases, works using characters made popular in manga 
from large publishers (in a sense pirated texts) and nonsensical 
stories were printed in a cheap and crude manner and called 
“punch” or “punch books.” These manga were collectively called 
akabon (lit. red books). Since the author wrote the work for pub-
lication in book format from the start and not for a magazine se-
rialization that would later be adapted to book form, they gained 
the equivalent of a full book of space, resulting in a greater 
degree of freedom than serialization in terms of cost. However, 
the format was mainly horizontal, and there were not that many 
pages in these books.
2
 These two publishing formats ran parallel 
from the Meiji period almost up to the 1930s. 
In the case of Norakuro, publication followed the first pro-
cess; that is, it went from magazine serialization to book form. 
However, works with characters resembling Norakuro were also 
drawn for books. Norakuro was basically serialized in four to six 
pages in each edition of the magazine Shōnen kurabu, and was 
first published in book form in 1931. Then, in 1933 Nakamura 
Shōten started publishing direct-to-book format manga of over 
100 pages. While in both cases the books were at least 100 pag-
es long, the level of freedom of expression for the author differs, 
based on the fact that one is drawing from the start assuming 
a 100-page story, and the other draws a serialized work that is 
later published in book form. Through planning from the outset, 
direct-to-book format manga came to be used as a “laboratory” 
where two-page spreads (which encountered cost issues in seri-
alization) could be frequently used. 
However, although direct-to-book format manga enabled a 
mix of framed and two-page spreads and allowed authors to 
experiment, from the Meiji period on two-page spreads did not 
frequently appear in red books. One potential reason for this 
limited use could be that compared to book format manga in 
the early Shōwa period, red books had fewer pages and there 
were variations in format, such as smaller, horizontal, and 
square formats. What is important for this paper is why these 
two-page spreads became popular in the 1930s even though 
2　 Sasaki Minoru, while discussing the relationship between the two publishing formats, points out the possibility that the “quantity and richness 
of ‘drawing for books’” (that is, manga drawn for direct-to-book publication) might be a phenomenon specific to Japan both before and after the war 
(2012, p.84). For more information about red books in general, see Miyamoto (2001).
they had not served as general means of expression previously. 
The answer to this question is related not only to the fact that 
the main subjects in children’s manga at the time were war and 
foreign (southern) countries, but also to the issue of how mod-
ern war was described. In other words, because the use of the 
two-page spread as a form of expression is indivisible from the 
depiction of battlefields in early 1930s manga, it can be assumed 
that analyzing this relationship will lead us to the reason behind 
the frequent use of the two-page spread in this period. So, let 
us examine the issues related to the depiction of significant 
events and individuals, using two-page spreads in Norakuro as 
an example. Since it was the longest running serialized manga 
during WWII, there is ample material for analysis of changes in 
the forms of expression.
Individuals and Groups in Two-page 
Spreads in Norakuro
Norakuro was first serialized as “Norakuro nitōhei [Private 
Norakuro]” in the January 1931 edition of Shōnen kurabu (first 
published in 1914), and with “Norakuro tankentai [Norakuro 
Expedition Party]” in the October 1941 edition, the serialization 
ceased under pressure from the Home Ministry. In parallel with 
magazine serialization, luxuriously bound and boxed books 
were published at a pace of one book a year for a total of 10 
books. Norakuro, the main character, is a stray dog who steadily 
advances in the military, and the way in which the series de-
picted a new method of social advancement for a character at an 
equal or lower status than children made it the most popular 
work among pre-war manga. 
If we look at two-page spreads, including in appendices, they 
were used only three times in the magazine versions of Norakuro. 
Cost problems in terms of space were significant in this regard. 
Figure 4 is the first two-page spread in “Norakuro daijiken [The 
Great Norakuro Incident]”, serialized in magazine form in the 
May 1933 edition of Shōnen kurabu. It depicts Norakuro visiting 
an exhibition tent, but at a glance the main character is so hid-
den in the scene that we cannot see where he is. Here one two-
page spread contains multiple scenes around the exhibition tent 
with speech bubbles above individual people. While the depic-
tion of the scene extends into the tent itself, people are shown in 
equal sizes in the same flat format as “Moon World Tour”.
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Figure 4 
The First Two-Page Spread in the Magazine Publication of Tagawa 
Suihō’s “Norakuro daijiken [The Great Norakuro Incident]” (1933), 
reprinted in Norakuro manga zenshū zen’ikkan [Norakuro Manga 
Complete Works Volume 1] (Tagawa, 1967, pp.154-155)
On the other hand, two-page spreads first appeared in book 
form in Norakuro jōtōhei [Private First Class Norakuro] in 1932, 
one year before this type of expression was used in the mag-
azine publication mentioned above, “Norakuro daijiken [The 
Great Norakuro Incident]”. There were no two-page spreads in 
the magazine edition of the same story; they were added. The 
format was the same as other spreads, with people represented 
in equal sizes and speech bubbles added to individuals. Based 
on my earlier discussion, since books have more space and can 
thus better accommodate two-page spreads, it seems a logical 
consequence that these spreads appeared more frequently in 
books than in magazines. 
Miyamoto Hirohito (2002) ordered the Norakuro texts 
chronologically and analyzed both how war was depicted and 
changes in the worldviews undergirding these works, and based 
on that analysis, classified the content into four periods. The 
table in Figure 5, developed with reference to these four peri-
ods, shows the number of two-page spreads used, as well as the 
scenes depicted.
Figure 5 
Overall Count and Breakdown of Two-Page Spreads in Book Edi-

















Norakuro nitōhei (Private Norakuro) 1931 0 n/a
Norakuro jōtōhei (Private First Class Norakuro) 1932 5 Exercises: 1, festivals: 1, mazes: 1, battles: 2
Norakuro gochō (Corporal Norakuro) 1933 1 Exhibitions: 1 *same as the first two-page spread 
in the magazine edition
Period 
2
Norakuro gunsō (Sergeant Norakuro) 1934 0 n/a
Norakuro sōchō (Sergeant Major Norakuro) 1935 2 Mazes: 2
Norakuro shōtaichō (Platoon Leader Norakuro) 1936 1 Curious onlookers: 1
Norakuro shōi (Second Lieutenant Norakuro) 1937 0 n/a
Period 
3
Norakuro sōkōgeki (Norakuro’s All-Out Attack) 1937 12 Battle: 7, setting up camps: 2, consolation: 1, 
marching: 1
Norakuro kesshitaichō (Commando Squad Leader 
Norakuro)
1938 8 Battle: 3, setting up camps: 2, reconnaissance: 1, 
marching: 1, maps: 1
Norakuro buyūdan (The Heroic Exploits of Norakuro) 1938 11 Battle: 6, marching: 5
Period 
4
Norakuro tankentai (Norakuro Expedition Party) 1939 7 Recognition parties: 6, mines: 1
Note. Classifications follow Miyamoto’s (2002) discussion.   
Private Norakuro is included in Canned Manga.
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There was an intensive increase in two-page spread use in 
Period 3. The works in this period were direct-to-book format 
manga, not magazine series in book form. One cause for the in-
crease in two-page spreads was likely the increase in page count 
based on the direct-to-book format. One episode of a magazine 
series was around four to six pages, and about 20 pages if there 
was an appendix, which did not compare with the books of over 
100 pages at the time. Since drawing for this number of pages 
gave the author more control over stories and expression, it was 
easier to include experimental content. So, how was this publi-
cation process related to content? The fact that Tagawa used two-
page spreads so often in Period 3 suggests that there was some 
content that he could not have drawn without them. Moreover, 
of the four periods, Miyamoto (2002) points to Period 3 as a 
turning point in Tagawa’s work:
Period 3 brought a dramatic change in the worldview of 
the works. This is particularly conspicuous in the three 
books from Norakuro sōkōgeki [Norakuro’s All-Out Attack] 
to Norakuro buyūdan [The Heroic Exploits of Norakuro]. 
These three books featured a continuous story across 
all three volumes, different from books up to that point 
which had a number of independent episodes in each 
one. The story in which the “pig country across the 
sea”
3
 starts a war so the Fierce Dog Regiment goes 
to “the continent” to fight is original content that was 
completely independent from the magazine edition, and 
these books followed an unprecedented pattern in that 
there was a concentrated publication of three volumes 
from 1937 to 1938 (p.56). 
According to Miyamoto (2002), Period 1 featured, “the same 
kind of pretend soldier play and the same type of ‘war’ that the 
children reading the manga engaged in every day” (p.55). He 
also notes, “Although scenes of heads and torsos flying off due 
to explosions were directly depicted, there were no depictions 
of blood or pain” (p.55). While Period 2 had mostly the same 
worldview as Period 1, in place of corpses, there were almost no 
depictions of heads and torsos blown off because of “educational 
considerations” (p.55). In Period 4, the absence of preposterous 
success stories and actual war stories indicates a separation 
from real-world society. Here, we will focus on Period 3, which 
was a turning point in Tagawa’s work and which had frequent 
two-page spreads.
Period 3 was composed of Norakuro sōkōgeki [Norakuro’s 
All-Out Attack], Norakuro kesshitaichō [Commando Squad Leader 
Norakuro], and Norakuro buyūdan [The Heroic Exploits of Norakuro], 
drawn originally in direct-to-book format against the backdrop 
of the Second Sino–Japanese war that started in 1937. The con-
tent of the period was underpinned by a rational and realistic 
worldview, and its most significant characteristic was that Nor-
akuro appeared in fewer frames. In place of Norakuro appearing 
in frames, there is a multilinear story structure in which charac-
ters with names and personalities appear and perform in clearly 
delineated supporting roles, such as Corporal Deka, Norakuro’s 
direct subordinate, and Colonel Mall. In other words, Period 3 
3　 Reflecting the propaganda of the Sino-Japanese War, the text employed discriminatory expression in which the enemy was regarded as animals.
showed realities not depicted in Periods 1 and 2, including the 
position of the Fierce Dog Regiment (the name of the army in 
which Norakuro serves), maps of where the war took place, and 
Norakuro’s wounds. 
So, what did the two-page spreads in Period 3 contain? If we 
take another look at the table in Figure 5, we see that two-page 
spreads of battle scenes were the most common, surpassing 
other scenes of military life, such as marches and setting up of 
camps, in earlier works. In Periods 1 and 2 there are two two-
page spreads of battle scenes, but in order to present realistic, 
rational forms of expression in Period 3, we can see that the 
depiction of battle scenes – which took place on the Chinese 
continent, where there are broad stretches of land – required 
two-page spreads characterized by perspective. These spreads 
reflected the width and depth of continental battlefields and 
throngs of soldiers, including Norakuro, involved in battle.
Both Figures 6 and 7 are two-page spreads depicting battles 
in a text from Period 3. Each of them, however, has a different 
style. Figure 6 has the same style as the spread in “Moon World 
Tour”, and by depicting the characters as equally sized and in a 
flat fashion, and by giving them speech bubbles, both the over-
all battlefield and the individuals involved are conveyed. While 
the main character, Norakuro, is hard to see on the battlefield to 
the extent that his raised arms cover his face, both the attacking 
and retreating sides have lines in speech bubbles, so the spread 
presents many scenes occurring within the one event.
In Figure 7, the main character, Norakuro, is a large figure 
running from the back of the screen to the front right, and 
due to a linear perspective style of spatial representation, the 
soldiers get smaller the further to the rear they stand. This 
style symbolizes the realistic and rational story space of Period 
3, with even the ground and the vegetation represented in a 
more realistic fashion than Figure 6. However, since the smaller 
soldiers in the rear also have speech bubbles similar to Figure 6, 
Tagawa attempts to represent them on the screen despite their 
small stature. Later, I will explore the way in which that Nora-
kuro’s figure is only exaggerated in these two-page spreads. In 
this image, there is an exaggerated representation because the 
injured Norakuro is depicted in an indirect narrative in Norakuro 
buyūdan [The Heroic Exploits of Norakuro] that he relates through 
reminiscing. 
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Figure 6
Excerpt from Tagawa Suihō’s Norakuro sōkōgeki [Norakuro’s 
All-Out Attack], (1937) reprinted in Norakuro sōkōgeki [Norakuro’s 
All-Out Attack], (Tagawa, 1969, pp.154-155)
Figure 7
Excerpt from Tagawa Suihō’s Norakuro buyūdan [The Heroic 
Exploits of Norakuro], (1938) reprinted in Norakuro buyūdan [The 
Heroic Exploits of Norakuro], (Tagawa, 1969, pp.138-139)
Although these two styles of depiction share the common 
feature of speech bubbles, we could say that the difference 
between them is that one is a linear perspective style of spatial 
representation that supposes an imaginary camera, as in Figure 
7, and the other is a flat style of spatial representation where 
there is no imaginary camera, as in Figure 6. Moreover, these 
two styles are mixed together in the three works produced after 
the Second Sino-Japanese war, during Period 3 in the above-
mentioned table. Here, the key characteristic of the two-page 
spreads is the use of a flat style of spatial representation when 
depicting a large group, such as in battle scenes, particularly in 
close-quarters battle and victory scenes. Certainly, the increase 
in two-page spreads is not only inseparable from the publishing 
medium and format of direct-to-book manga of over 100 pages, 
but also from the realistic, rational worldview that informed the 
depiction of war as a main topic in these works. Even compared 
to other works of the same time period, the realism of war 
permeated manga, and there was a need to describe battles not 
in a flat manner but in a realistic way that captured the wide 
expanses of the Chinese continent. Indeed, even in other works 
from Nakamura Shōten, which published many direct-to-book 
format manga in the same period, we see such spreads with the 
same realistic depictions. Figures 8 and 9 are two-page spreads 
of battle scenes in works by Niizeki Seika and Shaka Bontarō, 
respectively, that were published by Nakamura Shōten. 
8  Tadahiro Yamamoto
Figure 8
Excerpt from Niizeki Seika’s The Patriotic Comic Commandos, 
(1938) (Niizeki, 1998, pp. 180-181)
Figure 9
Excerpt from Shaka Bontarō’s Shanghai and Nanjing Thousand 
Miles Unit, (1938) (Shaka, 1998, pp. 202-203)
Niizeki and Shaka’s battle scenes have the same linear per-
spective style of spatial representation as the two-page spread 
from Norakuro in Figure 7. While Niizeki’s main character, 
Hanamaru Marunosuke, floating in the air due to a propeller 
growing from his buttocks makes the representation seem flat, 
the small size of enemy soldiers blown up in an explosion in 
the left rear of the frame shows that this is a linear perspective 
representation of space, like a camera. What characterizes these 
two spreads is the portrayal of Japanese soldiers in action facing 
the reader, similar to the scene in Figure 7, and although a real-
istic and rational style of spatial expression is used, unrealistic 
actions are also depicted, such as the main characters flying in 
the air toward the screen. Furthermore, since there are few char-
acters and only one battle, there are no groups of soldiers on the 
battlefield such as in Figure 6, which shows a number of simul-
taneous battles. Thus, focusing on a main character who does 
unrealistic things in a space depicted in a realistic and rational 
manner neglects other aspects of the battlefield. Considering 
the propaganda aspects of these works during wartime, this was 
a typical style of depiction for children’s manga on the subject 
of war at the time. 
It is important to note that the mixing of styles in Norakuro 
was unusual even compared to such spreads in other manga. 
In the third period of Norakuro, the following three styles of ex-
pression in two-page spreads are mixed together: 1) a flat spatial 
expression style with speech bubbles but without camera-like 
perspective, as in figure 6; 2) a camera-like linear perspective 
style of spatial expression, with speech bubbles, and exaggera-
tion of the main character (only used in one case), as in figure 
7; and 3) a camera-like linear perspective style of spatial expres-
sion (drawn from behind without exaggeration of the main char-
acter), as in figure 10.
The different ways in which these styles were used to convey 
narrative content can illuminate the ideologies that informed 
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Tagawa’s work. Concerning the changes in Norakuro in Period 
3, Miyamoto (2002) focused on how war was portrayed in Nor-
akuro buyūdan [The Heroic Exploits of Norakuro], the third of the 
three works in this period, and states:
What was happening in the war was conveyed by radio 
and telegram, and even more surprisingly, that was how 
civilians learned that the enemy’s stronghold just fell…
These three works realistically recreated and presented 
to readers of the time what was actually happening in 
the war on the Asian continent, as well as the circum-
stances on the home front that could only be learned 
indirectly from the news media. Readers were separat-
ed from the experience of witnessing war in real time 
with their own eyes, expecting to be fulfilled by reading 
manga. Here, the basic policy of realistically depicting 
war was carried out to a point that the expected role of 
the work itself was seriously jeopardized (p.60). 
Although Norakuro’s main audience at the time, children, 
wanted to experience war (as play) in “real time”, the series did 
not offer such depictions. It is precisely the realistic depiction 
of war that is cited as a reason for disappointing these expec-
tations. However, in terms of the expression used in two-page 
spreads, the style is inconsistent and mixed. Even though depic-
tions that exaggerate the activities of the protagonist alongside 
realistic, up-front camera-like portrayals of space – as in the 
styles of Niizeki, Shaka, or style 2) in Norakuro – enabled the 
safe enjoyment of war through manga, in most two-page-spread 
scenes in Norakuro, reader expectations are dashed in order to 
use styles 1) and 3). We can see similar contradictions as those 
found in Tagawa’s mixed style in the war paintings of the same 
period, a topic I will examine in the next section.
One more characteristic of two-page spreads of Norakuro in 
Period 3 is the common depiction of multiple soldiers facing 
away from the reader on the battlefield (Figure 10). If we were 
to emphasize the propaganda aspect of these works, based on 
readers’ expectations, regardless of whether depicting the bat-
tlefield with the realistic and rational style of spatial expression 
used by Niizeki and Shaka, or emphasizing the victory of the 
main character by having Norakuro seem to approach the view-
er, are considered effective forms of expression, would one bury 
the protagonist with a flat style of depiction, or portray soldiers 
with their backs to the reader? The discussion in the following 
section will focus on this very question.
Figure 10
Excerpt from Tagawa Suihō’s Norakuro kesshitaichō [Comman-
do Squad Leader Norakuro], (1938) reprinted in Norakuro kes-
shitaichō [Commando Squad Leader Norakuro], (Tagawa, 1969, 
pp.82-83)
The Backs of Soldiers
As demonstrated by the oil paintings and nishiki-e of Shimooka 
Renjō, even in the Meiji period, the theme of war was some-
thing that artists felt had to be depicted, and we are left with 
many war paintings that were in a sense demanded by the coun-
try and the spirit of the times. During the Sino-Japanese and 
Russo-Japanese Wars, there was a change from nishiki-e and pic-
ture scrolls of battles to realistic war paintings with an emphasis 
on visual presentness. Kawata Akihisa (1995) points out that 
there was a change in the characteristics of war paintings during 
the Asia-Pacific War, but this was a different level of change to 
that which occurred during the Sino-Japanese and Russo-Japa-
nese Wars. He writes:
As is always the case in total wars, while in the 
Sino-Japanese War the value of any citizen was not 
redeemed in terms of their effectiveness as soldiers, 
this unjust war could not persuasively build an under-
standing of painters as different from common soldiers. 
Although many accounts of the war by painters at the 
time emphasize that they suffered similarly to soldiers, 
paradoxically it is also said that “a soldier called a 
painter” on the battlefield is merely a self-contradiction. 
In fact, the backs of soldiers had never been depicted 
as much as they were by Japan in the Sino–Japanese 
War, and this shows that there was indeed someone lin-
gering behind the other soldiers who was not a soldier, 
but a painter. Works where figures face the audience 
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and eloquently tell the details of an event with as much 
dramatics as they can muster were rare in this period. 
This may be the result of thinking that this type of stag-
ing involved the manipulation of soldiers into othered 
models, that is, as frames to make a screen (p.248).
Figure 11
The Backs of Soldiers as Depicted by a Military Artist: Pursuit Op-
eration in Wuxi by Minami Masayoshi, (1938) (Minami, 1996, p.65)
Kawata (1995) compared the composition of war paintings 
during the Sino-Japanese War with those of the Pacific War, 
with a focus on the depiction of soldiers facing away from the 
painter, in order to determine whether the paintings differed 
in the degree to which the soldiers were “produced” as others 
(Figure 11). He states that unless war is understood as justified, 
it becomes a fiction, and if war paintings cannot eloquently de-
scribe an incident in detail to the audience, as the works of Goya 
and Delacroix do so effectively, then the lack of belief would cre-
ate differences in the artistic expression. In comparison to the 
Sino-Japanese War’s system of total war, painters in the Pacific 
War had no other option than to depict the soldiers facing away 
from the viewer, using only their experience in the military as 
reference, because of their feelings of unease caused by their 
belief that the war lacked justification.
On the other hand, picture books published by Kodansha 
during the Second Sino-Japanese War have a strong militaristic 
tone, and although there was very little close-quarters combat 
in this modern war, the “exploits” of the Japanese military are 
portrayed in a realistic graphic style, as in Figure 12 and Figure 
13. Despite the chances of seeing combat as a member of the 
military being low, and even though most images of the conflict 
were merely battlefield photographs of distant artillery fire (Fig-
ure 14), books ended up depicting heroic feats in hand-to-hand 
combat. Furthermore, that these books were not able to graph-
ically represent the unstaged reality of actual hand-to-hand 
combat (something which was not seen on the battlefield) was 
likely because Kodansha picture books sought to focus – based 
on a desire to boost fighting spirit – precisely on early modern 
close-quarter combat.
Figure 12 
Bazume jun-i no sanrokuningiri [Warrant Officer Bazume’s 
36 killers], Unsigned, in Glorious Achievements in the China In-
cident, (1937–38) (2002, p.136)
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Figure 13
Takeuchi butai no funsen [Takeuchi Corps’ Desperate Fight], 
Unsigned, in Glorious Achievements in the China Incident, 
(1937–38) (2002, p.136)
Figure 14
Battle photograph titled Joshū sakusen [Operation Xuzhou] by 
a military photographer in the Sino-Japanese War (1938), reproduced 
in Koyanagi and Ishikawa (1993, pp.38-39)
Most manga artists were not actually on the battlefield. They 
were domestically based and only indirectly saw images of battle 
from newspapers, pictures in magazines, and newsreels. At that 
time, the philosophies informing the ‘staging’ of these images, 
based on indirect experiences, likely caused differences in artis-
tic expressions. Military painters on the battlefield portrayed sol-
diers with their backs to the viewer because they were unable, 
regardless of what they were directly experiencing, to stage the 
depictions due to their belief that the war lacked justification. 
On the other hand, manga artists who only knew war indirectly 
ended up staging representations of the Japanese military in he-
roic exploits, such as in the Kodansha picture books. 
However Tagawa, despite only experiencing war indirectly, 
had an individual philosophy when it came to such staging. At 
the beginning of Norakuro, fictional wars involving fights be-
tween dogs and monkeys were depicted in a flat manner. When, 
in Period 3 Norakuro, the actual Sino-Japanese War became base 
material, contrary to other manga, multiple battlefield scenes 
and groups of soldiers were depicted using a flat style of spatial 
expression, and there were soldiers drawn with their backs 
to the reader. Furthermore, as shown in Figure 15, both the 
soldiers with their backs to the reader and the enemy in their 
trenches on the other side are depicted with speech bubbles, re-
sulting in countless, undefined soldiers appearing in the screen. 
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Figure 15
Excerpt from Tagawa Suihō’s Norakuro buyūdan [The Heroic 
Exploits of Norakuro] (1938), reprinted in Norakuro buyūdan [The 
Heroic Exploits of Norakuro], (Tagawa, 1969, pp.132-133)
The following is a recollection of Kobayashi Hideo, Tagawa’s 
brother-in-law, of a conversation he had with Tagawa:
We would sometimes meet, and we’d usually have a drink 
and talk about foolish things, but one day he looked at me with 
a straight face and said, “Actually, you know, Norakuro was all 
about me” (1979, p.51).
In front of Kobayashi Hideo, Tagawa said that Norakuro was 
he himself. While a person’s experience of going to battle can 
never be reduced to fiction, Tagawa’s method of using Norakuro 
to represent himself through fiction in this way is meaningful. 
The incorporation of side characters that take part in the action, 
as well as episodes where Norakuro gets injured, contributes to 
the creation of a staging of a battlefield that is supported by a re-
alistic worldview. Moreover, that such staging has the function of 
denying the main character omnipotence makes it an even more 
realistic form of expression. On the other hand, in order to de-
pict multiple events on the battlefield that would be impossible 
to capture if taken by an imaginary camera, Tagawa adopts a flat 
style of expression considered unrealistic. This kind of approach 
by Tagawa is the reason that a line can be drawn between his 
work and the so-called modern manga of other authors of the 
same period, the expression of whom falls, paradoxically, into a 
kind of fiction. In other words, Tagawa Suihō imagined the reali-
ty – depicted precisely by means of fiction – that he, as a modern 
individual, must depict, and thereby chose his own form of ex-
pression based on his ideals.
Conclusion 
In the fall of 1938, the Home Office National Books Division 
issued The Policy of Juvenile Culture and Science of Education, and 
the controls therein resulted in war no longer being depicted in 
manga. The change in material for children’s manga was par-
ticularly influenced by regulations encouraged by a spirit of sci-
entism, under which works that stimulated the attainment of sci-
entific knowledge, and not works of fiction like adventure tales, 
were promoted. In the buildup for a total war system during the 
transition from the Sino–Japanese War to the Pacific War, there 
was an underlying notion that the upcoming war would be a 
modern war, that is to say, a scientific war that would include a 
war of propaganda and thought (Ōtsuka, 2013.). The format of 
manga itself was also regulated, as narrative was removed and 
manga was reduced to playing the role of a source of scientific 
enlightenment. Although under the influence of such regula-
tions the flat two-page style of expression that Tagawa Suihō 
adopted based on his ideals vanished with the end of the seri-
alization of Norakuro, it reappeared as panorama manga in the 
post-war works of Tezuka Osamu.
When it became essential for 1930s manga to depict the 
reality that is war, there was a transition from a flat style of 
spatial expression to a camera-like, rational style. Tagawa Suihō 
realized, however, that with this method there were some 
things that could not be drawn, and for other things, there was 
not enough space to draw. Later, Tezuka Osamu again followed 
Tagawa’s method of manga expression for depicting great events 
and the individuals caught up in them, as seen in in his work 
Crime and Punishment (1953).
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